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Augusta Persse, Lady Gregory, was a leading figure in 
the development of the Irish National Theatre.  Her humbl9 
beginnings at C00I9 Park, in I898 where the seed of the 
movement was planted and nurtured led her through a series 
of personal triumphs.  She began as an interested patron of 
the theatre, who gave vital support to the dream of William 
Sutler Yeats and others for an all Irish Theatre, progressed 
to a directorship of the Irish stage, and concluded with a 
triumphant tour of America in 1911.  The effort of those Irish 
literature enthusiast had succeeded by gaining the attention 
and admiration of the literary world. 
At one time or another, she was financial backer, moral 
supporter, peace maker, publicity agent, and co-director, 
earning the respect and admiration of friend and foe alike. 
All these roles were taken by Lady Gregory from 139b to 1912. 
During this time she helped to weather crises, secure 
-opular support, engender legal negotiations for patents 
and the like, all for the promotion of the Irish National 
Theatre. 
It is most fortunate that she chose as she did for it is 
difficult to imagine the birth of the theatre if she had not 
lent her administrative and organizational abilities to the 
Irish Dramatic Movement. 
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PREFACE 
Ample if not comprehensive studies have beer made of 
the Irish dramatic movement which began around 1900.  This 
transitional period in the history of the Irish theatre had 
far reaching consequences and is indeed unique in the 
history of literature.  For this reason, many scholars hrve 
concentrated on the technical aspects of the movement with 
emphasis on outstanding contributors.  Lately, research on 
William Putler Yeats's theatrical contributions has become 
increasingly significant.  For this reason, I b-gan a study 
of Yeats.  In the course of reading T came upon the name of 
Augusta Persse, Lad;,* Gregory.  Attempts to discern her 
connections with Yeats led me to read The Irish dramatic 
Movement by Una Ellis-Fermor, the most comprehensive study 
of the history of the movement. 
Lady Gregory is mentioned to some extent but, from a 
scholarly standpoint, her actual role and connection with 
Yeats and others is quite vague and requires piecing 
together.  One must discern the actual circumstances from 
her diary, Our Irish Theatre; Elizabeth Coxhead's 
biography, Lady Gregory; and notations from several volumes 
by Yeats among others.  It seemed to me that there was a 
need to compile this material so that an inquisitive reader 
l.v 
might have little difficulty discerning the true nature of 
her relations with the Irish literary theatre movement and 
to present her contributions in a proper light.  I found 
that, in actuality, she had been neglected, being over- 
shadowed by the wake of the movement proper and by the fact 
that Yeats was such an outstanding peer. 
Finding additional material has been extremely diff- 
cult.  The volumes used contain a number of inaccuracies and 
contradictions especially autobiographies and volumes con- 
cerning the Irish theatre written by those who actually 
participated in the movement.  J. M. Hone and Denis Gwynn, 
in particular, are often inaccurate in details and present 
a somewhat slanted view of the events of the theatre.  For 
this reason, I have relied heavily on four volumes: Lady 
Gregory's Our Irish Theatre; Elizabeth Coxhead's Lady 
Gregory; A. E. Malone's The Irish Drama; and Una Ellis- 
Permor's The Irish Dramatic Movement. 
My original plan was to trace Lady Gregory's connection 
with the theatre from her historical meeting with Yeats and 
Edward Martyn in 1901, which led to the formulation of an 
Irish theatre, to her death in 1932.  However, these plans 
had to undergo considerable alteration. She actually con- 
tributed to the success of the theatre after 1915 in name 
only, and the last significant contribution she made was to 
lead the Irish players on a tour of America in 1912, the 
termination point of this examination. 
Lady Gregory also wrote  a number of one-act and   full- 
length plays,   and  collaborated with Yeats  to write   ?nd 
translate   into English many more.     A detailed   study  of her 
plays   is beyond   the   scope  of  this  paper but a  separate 
study needs  to be made concerning her   artistic   contributions 
to   the   theatre. 
The  ensuing has  been  sub-divided   into   three   sections. 
These  are   as  follows: 
Chapter   One:     Biographical material concerning 
Lady Gregory up  until  the   time  she  and Yeats 
began formulating plans   for an   Irish National 
Theatre;   a view of   the  several  organizations 
and   subsequent re-organizations of the   Irish 
theatre   in  its   formative  years   (the   Irish 
Literary Theatre,   1899-1902,   The   Irish 
National  Theatre  Society,   1903,   and  the 
establishment  of the  permanent Abbey  Theatre 
in Dublin);   and a  view of her role   in   the 
managerial,   financial,   and leadership   needs 
at  the   time. 
Chapter   Two:     An examination  of Lady Gregory's 
concern with several   controversies which 
threatened   to end   the  aspirations of  the 
theatre   group.     These   controversies   include: 
The   Playboy of  the Western World,   The  Shewing 
vi 
Up of Blanco Posnet, and the conflicts during 
the tour of America supervised by Lady Gregory 
which the Irish players made in 1912. 
Chapter Three:  A summary of Lady Gregory's 
contribution to the financial, managerial, and 
popular receptional aspects of the Theatre. 
Historical and critical estimates including 
notations from Malone, Jones, Kartyn, and 
Yeats are given. 
I have also included, for the benefit of the reader, 
several appendices which summarize  the organizations of the 
theatre up until its culmination as the Abbey Theatre and 
a chronological chart of the most outstanding events 
involving Lady Gregory during this period. Although the 
charts will be helpful for the reader's understanding of 
the Irish Theatre Movement, their purpose is obviously 
secondary.  The major concerns of the thesis are the contri- 
butions of Lady Gregory. 
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CHAPTER  ONE 
THE  FORMATIVfi YEARS,   1901  -   1907 
In tracing  the  role  of Lady Augusta Gregory as  a lead- 
ing figure  in  the  Irish National  Theatre's  development,   it 
is   important to note   the  circumstances of her heritage, 
through her birth;   to  indicate   the  social milieu which her 
marriage brought to her;   and to give  a brief overview of  the 
types  of writing which constituted her  first literary 
efforts.     That  type  of approach seems  logical when one 
attempts   to  specify  the   importance of  the   formative years, 
1901-1907,   with respect to   their  impact on her emerging 
importance  as  a significant patron and writer of  Irish 
literature. 
Augusta Persse was born March 15,   1852,   at Roxboro, 
County Galway,   Ireland as   the  daughter of Dudly Persse,   a 
wealthy protestant  landholder.     She matured in an atmosphere 
of luxury and leisure.       Her interests   turned  toward  the 
Irish countryside  and  the persons who   inhabited   it.       The 
local  grandeur of  the   Irish countryside  brought her  in 
contact with native  and rustic   Irish  folklore,   as practiced 
by Irish folk characters.     This  exposure   impressed her 
1Andrew E.   Malone,   The   Irish Drama   (London,   1929), 
pp.   55-56. 
deeply and caused her to develop an abiding and consummate 
2 
passion for the lore of the Irish peasant, in particular. 
She continued her interest in folklore after her marriage 
to Sir William Gregory, who gained recognition as an out- 
standing politician and administrator.  He possessed a 
thorough knowledge of men and public affairs, and at one time 
served as Governor of Ceylon.  Ke had many acquaintances 
throughout Europe, and taking Lady Gregory with him, he 
introduced her to the upper echelon of British political 
and literary circles.  Sir William thus managed to move her 
into a distinguished intellectual realm and into "a larger 
world where her energies were suddenly wholly engaged in 
acquiring from him and through him larger ideas and social, 
administrative, and intellectual skills."3 No biography 
covers this period of her life adequately.  Consequently, 
little is known about her during this time of intellectual 
and social growth, but it is evident that her abiding interests 
remained with the Irish people and their literature. 
Sir William died in 1692 leaving her with a son, Robert, 
and an estate at Coole Park.  She began to occupy her time 
with literature, editing and publishing her husband's memoirs 
in 1891*.  Next, she undertook to edit her grandfather's 
2Ibid.,  pp.   52-53. 
^Herbert Howarth,   The   Irish Writers  1880-19U0.     (New 
York,   1959),  p.   81+. 
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letters,   published in I898 as Mr.   Gregory's Letter Box.     She 
also began  to  compile  folk legends  and peasant  stories and 
made   some  progress  in the  next several years   toward publish- 
ing  these   collections.       These  collected folk  tales  and 
songs proved  to be   invaluable  as  a major source of  the 
dialects   found  in the New Irish Drama. 
Lady Gregory's concern with local legends  and  close 
relationship with her late husband's  circle of literary 
enthusiasts,   the most notable being William Butler Yeats, 
formed  the basis   for her  contributions  to   the   Irish 
Dramatic movement.     These  circumstances,   the   deep passion 
for   the  common folk of  Ireland,   exposure   to  literary circles, 
and proximity  to men like Douglas  Hyde and Edward Martyn, 
who nourished  the  concept of  an  Irish literary renaissance, 
served to prepare  Lady Gregory for later  developments.     She 
herself   said   these meetings  and private  conversations offered 
"...   the  principal  opportunity of  sharing  in what was 
going on /"in  Irish literary circles_7." 
Another set of circumstances  served to   solidify her 
feelings   about  Ireland and  to increase her desire   to "do 
^In 1902,   her publication of Cuchulain of Muemthermue 
was   issued.     At  this   time  she was more   intensely aware of  the 
need  for  an   Irish theatre.     She   did find  time to compile 
several  volumes:   Poets   and Dreamers   in 1903;     Gods   and 
Fighting Men in 19WTA Book of Saints  and Wonders In 1906; 
The KiltarTin History BooFTirr909;   and^THe   Kiltartan Poetry 
T5o"ok in 1919. 
^Malone,  p.   $8. 
6Elizabeth Coxhead, Lady Gregory (New York, 195D, p. US- 
something for  the  country."'     Two years after her husband's 
death,   she gained a mastery of the Gaelic language.     Of 
course,   it was   too  late  for her  to become  a linguistic 
scholar  in Gaelic  but she   developed the  skill  to  "follow con- 
versations,   ask questions,   read  a modern text,   and translate 
8 
from it /"the   textJ7 into English." 
Finally,   "the   starting point /"of   the   Irish Dramatic 
Movement_7 for Lady Gregory and   for many like her was   the 
publication of two  books  in I898: W.   B.  Yeats'   The  Celtic 
Q 
Twilight and Douglas Hyde's  Love   Songs  of Counacht."7    Prom 
The  Celtic   Twilight she  learned more   thoroughly about 
offerings  of  the   folk-lore   tradition  in Ireland;   and The Love 
Songs,  wiich contained beautiful lyrical passages   increased 
her  interest  in native   Irish poetry.     After reading the Songs 
she   said,   "I  realized  that while   I had  thought poetry was  all 
but dead   in   Ireland the  people   about me had beer keeping up 
with the  lyrical   tradition that /~has_7 existed   in  Ireland 
since Chaucer." She realized  that she had been virtually 
unaware  of  these   untapped literary resources   saying  '    .   .   . 
it does not  comfort me   to  think how many besides myself 
'Malone,  p.   58. 
"Coxhead, p. 39. 
9Ibid., p. 1+1. 
10Howarth, p. 37. 
having spent a lifetime in Ireland must make this confession. 
She managed to contribute several collections of Irish myth- 
ology in the course of her life and helped to popularize the 
literature. 
These Irish cultural examinations, the folk-lore tradi- 
tion in particular, constituted for Lady Gregory "... the 
small beginnings of a weighty change.  It was an upsetting 
of the table of values . . . ."  Of these experiences she 
said: 
"My own imagination was aroused.  I was becoming 
conscious of a worlo close to me . . . that I 
had been ignorant of.  It was not now in the 
corner of a newspaper I looked for poetic emotion 
....  It was among the farmers and potato 
diggers and men in workhouses and beggars at my 
ow" door that drawing room poet of my childhood 
/!1oore_7 in tne expression of love, and grief, 
ana the pain of parting that are the disclosure 
of the individual soul."1* 
We have seen that Lady Gregory's preparation for her 
involvement with the Irish theatre movement was nearly com- 
plete.  It now seems appropriate to note that at this time 
there was a movement toward an Irish literary renaissance 
and Lady Gregory happened, by circumstance, to have prepared 
herself culturally and intellectually to contribute to the 
early successes of the movement. Why was there a need for 
an Irish Renaissance?  "The flzterj  explanation given by 
both Yeats and Lady Gregory, and repeated by historians 
it 11 
H-Coxhead, p. U3« 
12Preface to the Kiltartan Poetry Book. 
after them, is that the Nationalist Urge, disappointed by 
the overthrow of Parnell, converted itself into an 
imaginative and creative urge, that people turned to art 
and literature because they were sickened of politics." ■* 
Lady Gregory herself said in Hugh Lane's Life and Achievement: 
"There had become a setting loose of the mind, of the 
imagination, that had for so long dwelt upon some battle at 
lii 
Westminister or some disputed farm." 4' 
In Ireland proper, this theatrical enthusiasism coincided 
with "the last flickers of a dying language, and the far from 
dying tradition of a strong folk-culture and memory; and the 
researches of scholars immediately preceding them had brought 
to light an ancient literature which would be an inspiration 
and starting point." 
The next step was to be one of the most important in the 
movement, for the meeting between Yeats and Lady Gregory 
led to concrete action toward the formulation of an Irish 
theatre.  The details are faithfully Ireland in her Diary. 
She said:  "... we sat there through that we afternoon, 
and though I had never been at all interested in theatre, our 
talk turned on plays."16 Among the subjects discussed was 
13coxhead, p. 1*0.  Parnell was an Irish Nationalist who 
gained the favor of the common folk of Ireland. 
^Ibid., p. U0. 
l^Ibid., p. 1+1. 
l6Lady Gregory, Our Irish Theatre, (New York, 1913), 
pp. 6-7. 
the fact that Sdward Martyn's The Heather Field and Maeve 
could not be produced in Ireland for no theatre or Irish 
actor3 were available.  Lady Gregory recalled that "I said 
it was a pity we had no Irish theatre where such plays could 
be given." Yeats admitted that he had often dreamed of such 
a theatre; but he said that it began to see-n more impossible 
than ever when he realized that "it could not at first pay 
its way, and there was no money to be found for such a thing 
in Ireland."1"7 
Yeats said in his autobiography  that "... even before 
I arrived ^"""Lady Gra^,ory_7 began collecting for me, stories 
of fairy belief.  At this moment, I have believed . . . that 
• •   "7 19 she came in reply to the invocations £for creativity^/. 
She first appealed to Yeats as possessing a mind and person- 
ality directly attributable to her social and historical 
memories,   being humble and proud to the point of smobbery. 
He said: "Lady Gregory, as I first knew her, war. a plain dressed 
woman of forty-five, without obvious good looks, except the 
21 
charn that comes from strength, intelligence, and kindness." 
The only point which he failed to discern from their first 
17 Ibid. 
l8W. B. Yeats, Dramatis Ferscr.oe, (New York, 1936), 
pp. 15-16. 
19W. B. Yeats, Autobiography. 
207orchiana, p. 93 • 
^Dramatis Fersonae, p. 10. 
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meetings was her faithfulness in the role of a servant of 
Ireland.22 
The two continued their discussion with growing enthusiasm 
and formulated some plans, hoping "to collect money or rather 
ask to have a certain sum of money guaranteed."  If success- 
ful they would obtain a theatre in Dublin and present Martyn's 
Heather Field and Yeats's, The Countess Cathleen. 
Lady Gregory and Yeats then issued a statement to the 
general public spelling out the aims of the group.  It went 
as follows: 
We propose to have performed in Dublin, in 
the spring of every year certain Celtic and 
Irish plays, which whatever be their degree of 
excellence will be written with a high ambition, 
and so to build up a Celtic and Irish school of 
dramatic literature. We hope to find in Ireland 
an uncorrupted and imaginative audience trained 
to listen by its passion for oratory, and 
believe that our desire to bring upon the stage 
the deeper thoughts and emotions of Ireland 
will ensure for us a tolerant welcome, and that 
freedom to experiment which is not found in 
theatres of England, and witnout which no new 
movement in art or literature can succeed.  We 
will show that Ireland is not the home of 
buffoonery and of easy sentiment, as it has 
been represented, but the home of an ancient 
idealism.  We are confident of the support of 
all Irisn people, who are weary of misrepresent- 
tation, in carrying out a work that is outside 
all the political questions that divide us.^J 
Several days later, Yeats returned to Coole and he and 
Lady Gregory drafted a formal letter requesting financial 
22W. B. Yeats, A Vision, (London, 1956), p. 169-70. 
23ibid., pp. 8-9. 
assistance.  The bulk of the subscription list came from her 
circle of friends and during her trips with Sir William, and 
they were influential enough to bring great attention to the 
cause.  A guarantee fund of £ 300 was asked for the experi- 
ment which they hoped would last three years.  It is notable 
that no more than that amount was asked for and people from 
every class felt that they were being called on to support 
the theatre.   The first person Lady Gregory wrote to was 
Aubrey de Vere, a noted Irish poet.  He replied: 
"Whatever develops the genius of Ireland, must 
in the most effectual way benefit her; and in 
Ireland's genius I hav long been a strong 
believer.  Circumstances of very various sorts 
have hitherto tended much to retard the 
development of that genius; but it cannot fail 
to make itself recognized before very long, 
and Ireland will have cause for gratitude to 
all those who have hastened the coming of 
that day."25 
Promissory notes came trickling in although most were 
contributed in the spirit of good will with little faith in 
the outcome of the idea.  A letter from a writer of histor- 
ical romance, demonstrates this general feeling:  He said, 
"I enclose a cheque for one pound, but confess 
it is more as a proof of regard for you than of 
belief in the drama, for I cannot with the best 
wish in the world to do so, feel hopeful on that 
subject.  My experience has been that any attempt 
at treating Irish history is a fatal handicap, 
not to sav absolute bar, to anything in the 
shape of popularity, and I cannot see how any 
2l+Malone, p. 13. 
^Gregory, P» 10# 
10 
drama car. flourish which is not to some degree 
supported by the public, as it is even more 
dependent on it than literature is.  There are 
popular Irish dramatists, of course, and very 
popular ones, but then unhappily they did not 
treat of Irish subjects, and The School for 
Scandal and She Stoops to Conquer would hardly 
come under your category. You will think me 
very discouraging, but I cannot help it, and I 
am also afraid that putting plays experi- 
mentally on the boards is a very costly enter- 
tainment.  Where will they be acted in the 
first instance? And has any stage manager 
undertaken to produce them? Porgivo my tire- 
someness; it does not come from want of 
sympathy, only from a little want of hope, the 
result of experience."2" 
The wheels had been set in motion.  Lady Gregory asked 
Yeats what ho wished her to do to promote the movement other 
than guaranteeing£2$.  He could offer no concrete sugges- 
tions so she helped whenever possible.  Coole became the 
center for both the ideas and mechanical operations of the 
«. 27 movement. 
Yeats said that she contributed so much through her 
personal "magnificence, greatness of soul".  He continued 
saying that Ireland was in political and social chaos at 
the turn of the century but she had the "soul" to offer her 
services. 
She typed the drafts and speeches on her Remington; 
provided words when they failed Yeats; and constantly looked 
for some gap to fill. '  All she managed to do was get the 
26ibid., pp. 11-12. 
2?Malone, p. 57. 
28Ibid. 
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tasks at hand done and "she remained to the end of her life 
a connoisseur in nobility in living and in thought."29 
Yeats recorded in Dramatis Personae that "during these first 
years Lady Gregory was friend and hostess, a center of peace, 
an advisor who never underestimated or overestimated trouble." 
He also felt that her task at the beginning was to provide 
suitable conditions for men of genius to work in.   Her 
unflinching devotion and will served to keep the movement 
together in the early days.  Her position was unenviable 
because many personality conflicts and financial problems 
arose.  She said what mattered was doing one's best work and 
she gave Yeats money from time to time.  Eventually Yeats 
owed her#$00 and, with great embarrassment at having 
accumulated so great a debt, toured on a lecture series to 
31 re-pay her. 
Lady Gregory continued to receive subscriptions primarily 
from her circle of friends to guarantee backing of the Irish 
Literary Theatre.  Here, her great powers of persuasion was 
complemented by an equally substantial organizational ability 
with the result that the  300 was guaranteed.- 
When Yeats and Martyn went to Dublin to carry out seme 
29Yeats "Modern Ireland" Mass Review, V. (Winter, I960) 
P. 259. 
3°Dramatis Personae (New York) p. 3CJ. 
31lbid., p. 2d. 
32Malone, p. 59. 
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of   their plans,  problems   immediately   arose.     First,   it  seemed 
that  the possibility of obtaining a   theatre was remote.     The 
only  theatres   in  Dublin,   the Gai ty, _ oyal,   and the Qu^en' s, 
were  booked  solid   for several months.     This was   just as well, 
however,  because   the  price of rental was beyond Yeats's and 
Kartyn's means.     They  then considered  the possibility of 
securing a concert hall but legal problems  prevented sucn a 
nove.     An   act,   passed before Union,   placed a   fine of     300 
on any individual or group who charged admission  for a per- 
formance  given  in any unlicensed building.     Unfortunately, 
the only   licensed   theatres   in Dublin were  the   three mentioned 
and  the only means by vhich a license could be  obtained was 
by hiring lawyers   to argue   the  case   before   the  Council  of 
Dublin.     They were   further  discourseed  to learn  that even 
charities  were  forced   to  rent one  of the  three   theatr.s   for 
their  benefits.     Friends   suggested   that a Stage  Society be 
formed  to give performances  for members only,   but Lady 
Gregory and  the others   felt  this would not b     a  fit begin- 
ning   for   the   theatre.33     AT:   Irish member of Parliament, 
T.  M.   Kealy,   wrote   to Yeats   saying: 
"I  am acquainted with the   state of the  law  in 
Dublin which I should gladly assist  to alter as 
proposed.     Whether   the  Government  are equally 
well  disposed may be  doubted,   as   the  subject 
^Gregory,   p.   17. 
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is  a little   outside   their Bill,   and no adequate 
time  exists   for discussing it and many other 
important questions."3U 
Lady Gregory wrote   a letter at  the  time  saying:     "I  am all 
for having  the  Act repealed or a  Bill brought  in,   empowering 
the  municipality to license halls when desirable."-^      Within 
a year after  she   set to work on  this   seemingly  impossible 
task,   she  actually succeeded in having the  legal obstruction 
removed.     She wrote  to a member of Parliament,   a Mr.   Lecky, 
36 
who was an old friend of her husband, for advice.   He 
informed her that a Bill was before the House of Commons which 
could have a clause added to meet the needs of her company. 
The passage, the first actual break for the group, proved to 
be the initial legal foundation for the committee. 
In 1895, a clause was inserted by Mr. Clancy, a 
Nationalist. Mr. Lecky wrote: 
"I have not been forgetting the Celtic Theatre 
and I think the enclosed Clause, w.nich the 
Government have brought forward, will 
practically meet its requirements.  The 
Attorney-General objected to Mr. Clancy]s 
Clause as too wide and as interfering with 
existing, patent rights, but promised [_  to 
attach? a Clause authorizing amateur acting. 
I wrote to him, however, stating the Celtic 
case and urging that writers should be able, 
l?ke those who lot up the Ibsen plays m London, 
3Uibid., p. 19. 
35ibid. 
36Yeats credits her with the passag 
Dramatis Personae, p. lo« 
»f the bill in 
Ik 
to get regular actors to play for them, and 
I think this Clause will allow it . . . After 
Clause 1+9 insert the following Clause: (1) Not- 
withstanding anything in the Act of Parliament 
of Ireland of the twenty-sixth year of King 
George the Third, Chapter fifty-seven, instituted 
an Act for regulating the stage in the city and 
county of application of the council for the 
county of Dublin or the county Borough of Dublin 
grant an occasional license for the performance 
of any stage play or other dramatic entertainment 
in any theatre, room or building where the profits 
arising therefrom are to be applied for charitable 
purpose or in aid of the funds of any society 
instituted for the purpose of science, literature, 
or the fine arts exclusively.  (2) The license 
may contain such conditions and regulations as 
appear fit to the Lord Lieutenant, and may be 
revoked by him." 
The Clause passed and fulfilled its purpose admirably 
until the Abbey Theatre was able to obtain its own patent. 
With legal rights assured, the group could begin operating. 
The title, the Irish Literary Theatre, was provided by 
Edward Martyn; the general plan was developed from Yeats' 
conversations with Lady Gregory, while George Koore assisted 
in procuring actors and a rehearsal hall in London but soon 
lost all patriotic interest in the enterprise.  Edward 
Martyn favored the plays of Ibsen and the popular continental 
drama while Yeats and Lady Gregory stood firm in their 
convictions asserting that the Theatre should be purely 
Irish.  These four, however, managed to agree long enough 
to continue the experiment for three years and, under Lady 
Gregory's firm hand, to receive financial and popular 
15 
37 support for it.   Yeats later indicated that if it had not 
been for her disarming personality and perserverance to the 
cause, the movement would never have emerged from obscurity, 
let alone have prevailed as long as it did. 
After these difficulties, the first performance was set 
for May o, 1899, almost one year following the gathering 
at Lady Gregory's.  The two plays selected for production 
wore Yeats's The Countess Cathleen and Martyn's Heather 
Field.  Although George Moore solved the problem of finding 
actors and a rehearsal hall in London, further difficulties 
quickly arose.  The Countess Cathleen was attacked on the 
grounds of religious unorthodoxy.  The plot reads:  "During 
a famine in Ireland some starving country people, having 
been tempted by demons, dressed as merchants to sell their 
souls for money that their bodies may be saved from perish- 
ing.  The Countess Cathleen sells her own soul to redeem 
theirs, and dies.    The play was accused as being a libel 
against the people of Ireland which intimated that they would 
consent to sell their souls and "... it was a libel on 
3?M. Gassners, Masterpieces of Drama (New York, 1937), 
p. $kS-     "The Irish Literary Drama will appeal rather to the 
intellect than to the senses.  It will eventually, it is 
hoped, furnish a vehicle for the literary expression of the 
national thought and ideals of Ireland such as h-as not 
hitherto been in press-cuttings (See Appendix 6). 
■^Ernest Boyd, The Contemporary Drama of Ireland (Dublin, 
1919), p. 121*.. 
39ibid., pp. 20-21. 
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the   demons   that they counted  the  soul of a countess  of more 
worth   than  those  of  the poor."    At Cathleen's  death  the play 
tells  us,   "God looks  on  the  intention,  not  the   deed."     She 
is   then forgiven and enters Heaven,   a development supposedly 
contrary to  the   teachings of the  Church. 
Lady Gregory attempted to  smooth over   the  controversy, 
which helped to bring attention  to  the  group.     She   said,   "It 
was   a stormy beginning for an enterprise,   and a rough recep- 
tion for  a poetic  play."^0    She recalled  that  the  controversy 
soon died down and   the  Countess Cathleen    was performed many 
times afterward with no  adverse  comments.     Many years  later 
she   said    of  this  experience   and with authority  that she 
herself had  seen    "hills  in comparison with which you'll 
call  this   a valley." In  fact she recognized  some  of  the 
more  enthusiastic members of   the  audience   as  being  formerly 
staunch hissers.^2    The   Theatre was gaining popularity,   even 
in  time of crisis,   being supported by every  faction,   party, 
and in the  country at  the  time,   thanks   to Lady Gregory's 
promotional  abilities.h3    They decided  to never yield to public 
1+0 Ibid.,   pp.   21+-25. 
Ulpermor,  p.  UO.     The reviews were   generally  kind.     The 
most interesting reviews are  available   in The   Saturday Rgview, 
May 13,   1899,   The Express,   The Nation,   The Freeman on  the 
same date   and j{£ Saturday ReTieT^LTterary   Ideals   in Ireland, 
p.   37 of Permor. 
^2Gregory,   p.  25. 
U3walone,   p.   81* • 
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opinion, a decision which brought much controversy to the 
Abbey; but as Yeats and Lady Gregory both confirmed, the 
theatre was determined to produce drama judged meritous by 
its leaders whether extreme Irish Nationalists, English or 
Irish moral critics or any others objected." 
The following year, English actors were secured to per- 
form in the Gaiety Theatre.  On February 20th and 21st, 1900, 
Mulligan"s The Last Feasts of the Fianna, Martyn's Maeve, 
and Moore's The Bending of the Bough were presented.  The 
Bending of the Bough, according to Lady Gregory, was the first 
play performed by the group which dealt with the Irish 
question of independence.  In 1901, Mr. F. R. Benson under- 
took to develop Diarmiad and Grania,  a heroic play by 
Yeats and Moore which Lady Gregory records was the first play 
written using an Irish subject to be performed in a Dublin 
US theatre."'''' 
The three year experiment ended.  Lady Gregory remarked 
of it, "... a breaking and rebuilding is often for the 
best, and so it was now.  We had up to this time, as I have 
said, played only once a year and had engaged actors from 
London, some of them Irish certainly, but all London trained. 
The time had come to play oftenerand to train actors of our 
M+iMd. 
^Gregory, p. 29. 
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In Samhflin, 1901, she and Yeats made this need 
known to the general public. 
The original Irish Literary Theatre ended and new plans 
had to be formulated.  The society was reborn as the Irish 
National Dramatic Company which soon took the name the Irish 
National Theatre Society founded in 1902.  It was founded, 
to "continue - if possible on a more permanent basis - the 
work begun by the Irish Literary Theatre."^ 
Yeats and Lady Gregory could have rested on their 
laurals but a more permanent theatre was needed.  Lady 
Gregory's introduction to The Image, a local color Irish 
[lay, demonstrates her high ambitions.  She said,   ... 
Rut if the dreamer had never tried to tell the dream that 
had come across him, even though to 'betray his secret to 
the multitude' most shatter his own perfect vision, the 
world would grow clogged and dull with the weight of flesh 
and clay.  And so we must say "God love you" to the Image- 
makers, for one does not live by the shining of those 
scattered fragments of their dream."  She and Yeats maintain- 
ing their vision to "restore dignity to Ireland" began the 
next phase of the movement. 
U8 
*+6lbid. 
^Ibid. 
l+^The   Image:        Play   in   Three   Acts   (Dublin,   1910), 
pp. 100-101"; 
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Two brothers living in Dublin, William and Frank Fay, 
who were part-time playwrights met Lady Gregory and Yeats. 
The brothers had thought of seeking employment in America, 
but had seen the Irish theatre performances, and thought 
that it might be feasible to create a school of drama in 
Ireland.  Yeats agreed and the Irish National Dramatic Company 
was founded.  In the Irish National Dramatic Company, Yeats 
found all that he needed to make his appeal to the people, 
with the materials drawn from the lives of the people.  In 
a short time, Lady Gregory formally entered the group.  Neither 
George Moore nor Edward Martyn had any part in it.  They had 
just dropped out when the Literary Theatre was allowed to 
lapse.  "There was no open breach, no quarrel amongst the 
U9 
four people who had directed the theatre."^  Mr. W. G. Fay 
was ready when his chance came and when his brother also 
became enthusiastic, they took advantage of it.  The Irish 
Literary Theatre and The Fays converged to give to Ireland 
"A drama and a roup of actors which was tempermentally and 
technically adopted to the interpretations of that drama." 
Lady Gregory observed that interest was continuing and 
suggested that more concrete plans be formulated intimating 
that "if all breaks up, we must try and settle something with 
^Donald T. Torchina, W. B. Yeats and Georpian Ireland 
(Evanston, 1966), p. 70. 
5°Malone, P» 89. 
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Fay, possibly a week of the little plays he has been doing 
through the spring."   Her suggestions were taken seriously 
and in May 1903, the Irish National Theatre Society travelled 
to London for the first time.  The players left Dublin on a 
Friday night, arrived in London on Saturday morning, played 
in the afternoon, and again in the evening at the Queen's 
Gate Hall, and were back at work in Dublin on Monday morning. 
The plays taken were: Fred Ryan's Laying The Foundations, 
Yeats' Hour Glass, Pot of Broth, Kathleen Ni_ Houlihan, and 
Twenty-Five. Lady Gregory was not able to be present for 
the performances but Yeats wrote to her saying, "The plays 
were a great success.  I never saw a more enthusiastic 
audience.  I send you some papers ^"with reviews of the plays_7 
. . . when I remember the notices I have seen of literary 
adventures on the stage.  I think them better than we could 
have hoped." 
In a sense, the London press assured the success of the 
Irisn National Theatre Society.  The plays became the talk of 
London.  Reviewer, A. B. Walkley, said in the Times that 
"    . a little band of Irish men and women, strangers to 
London and to Londoners, gave some of us /"the more frequent 
theatre goers_7 a few moments of delight outside the range 
^Gregory, p. U7. 
^2Ibid.,   P. 21. 
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of anything which these houses have to offer." 
This triumph for the young Irish players and the Irish 
drama inspired the group to continue the project.  By the 
end of 1903, Yeats, Lady Gregory, and the Fays were con- 
stantly improving the quality of the New Irish Theatre and 
formulating the principles which would result in a permanent 
Abbey Theatre.  These theories were important but the primary 
concern was with the traditions in acting, producing, and 
settings handled by Yeats and the Fays, and the theatre policy 
and promotion managed by Lady Gregory.  In her words, "we 
went on giving what we thought good until it became popular." 
It must be recalled, however, that the conditions 
under which they worked were uncomfortable at best.  There 
was poor lighting and makeshift costumes and a constant 
threat of disaster from all sources.  Lady Gregory said 
that "often near midnight - after the theatre had closed, 
I have gone around to the newspaper offices, asking as a 
favor that notices might be put in, for we could pay for 
but few advertisements.  Often I have gone out by the stage 
door when the curtain was up, and come round into the aud- 
itorium by the front hall, hoping that in the dimness I 
might pass for a new arrival and so encourage a few, 
scattered people in the stalls."^ She demonstrated her 
^Gregory, p. H2. 
^Ibid.,  PP. 1*6-1*7- 
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own perserverance with a maxim directed toward her easily 
discouraged charges which stated "Grip is a good dog, but 
[old Fast is a better." 
Perhaps the most significant result of the London per- 
formances was the interest shown by Miss Ilorniman, a wealthy 
Londoner.  After the performances she told Yeats, whom she 
greatly admired, that if the group would remain together for 
yet another year she would provide a theatre for them.  She 
stated that "I can only afford to make a very little theatre, 
and it must be quite simple. You must do all the reft to 
make a powerful and prosperous theatre with a high artistic 
ideal."5!  The efforts of the week-end players were justified. 
The promised support was really all the players and directors 
needed as Lady Gregory had foreseen for "their own genius and 
indomitable will did the rest. 
Miss Horniman was as good as her word and the generosity 
of an englishwoman provided a theatre for the Irish.  The 
Mechanics Institute on Abbey Street, Dublin, was selected. 
It had at one time been a cultural center but had been reduced 
to a low-class theatre.  She also secured the adjoining 
building which had beer the city morgue.  The reconstruction 
process was handled by Mr. Joseph Holloway, a noted Dublin 
architect and frequenter of the theatre.  The total cost has 
been estimated at*13,000, a sum of money which would have 
^Gregory, p. 39. 
56perm0r, p. U°« 
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been impossible to secure without the assistance of Kiss 
Horniman. 
The theatre building was now available but certain 
legal hurdles had to be overcome.  In Dublin a new theatre 
could not be opened to the public without a patent from the 
Crown of England.  This theatrical law, from the Irish 
Parliament of 1782-1300, proved a severe te3t.  Of course, 
the existing Dublin theatres were violently opposed to the 
granting of a patent.  The opposition began its attack by 
condemning certain plays on grounds of immorality.  These 
accusations were received by Dublin with little interest. 
Finally, as Lady Gregory notes in a letter to Yeats, a 
request for the patent was placed before the Privy Council 
in August, 190I+. 
The patent was granted, after stiff opposition, with 
Lady Gregory as Patentee.  She recalled that she was 
"engendered and commanded to gather, entertain, govern, 
privilege, and keep such and so many players." She also 
wa3 requested "not to put on the stage any exhibition of 
wild beasts or dangerous performances or to allow women or 
children to be hung from the flies or fixed in positions 
from which they cannot release themselves."  The granters 
concluded saying, "It being our Royal will and pleasure 
that for the future our said Theatre may be instrumental to 
the promotion of virtue and instruction of human life." 
^Gregory, p. ^2. 
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The construction of the theatre and the legal negotiations 
were going on simultaneously.  Lady Gregory and Yeats both 
succeeded in their quest to allow new laws to replace 
58 
strictly political ones. 
The new theatre, called the Abbey, opened its doors to 
the public on the evening of December 27th, 190l|, and 
remained open for one week.  Pour one act plays were per- 
formed: On Baile 's Strand and Cathleen Ni Houlihan, by W. B. 
Yeats; Spreading the News by Lady Gregory; and In the Shadow 
o£ the Glen by J. M. Synge.  In the program appeared the 
name of these three directors who dominated the policy and 
59 
promotion of the theatre for many years. 
Lady Gregory was ill and unable to attend the first 
performances.60 Yeats wrote to her saying, "The company are 
very disappointed that you will not be up for the first 
night.  Fay says they would all act better if you were here. 
Yeats also stated that the opening was highly successful 
and that he had never seen such an enthusiastic audience. 
.,61 
58A letter to Lady Gregory dated August, 1901*. 
^Gregory, pp. 2l|.-2S>. 
60«The 
p. 5.  She c 
and phrases 
Cathleen Ni Houlihan. 
61 Gregory, p. U3« 
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It was now up to the directors, producers, and players 
to continue their work. Building an audience was not easy. 
Lad Gregory noted that "one night there were so few in any 
part of the uouse that the players were for dismissing them 
and giving no performance at all. But we played after all, 
and just after the play began, three or four priests from 
the country came in ... . they came round afterwards and 
told us how good they thought the work was . . . ." 
The final transition came about in 1905.  The Irish 
National Theatre Society became the National Theatre Society 
Limited, The Abbey.  There was nowhere in Europe such a 
group of people who were so qualified to develop a new 
drama whose purpose was so appreciated that the actors and 
theatre workers toiled without pay.  The courage of the 
organization assured a measure of success from the beginning. 
Lady Gregory and others continued to promote the theatre 
in many ways bj providing nearly half the plays staged and 
also playing a vital role in the management and inspiration 
of players until a major crisis developed in the rioting 
over the production of Synge's Playboy of the Western World 
in 1907.61+ She herself stated that there had not always 
been peace in the theatre, for "breaking and rebuilding, 
... is in the course of nature, and one must think all 
63 
62Ibid., p. U7. 
^Fermor, p. 1+7. 
6%lalone, pp. 15-16. 
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for good in the end." At times of discord she said, "I am 
myself a lover of peace so long as it is not the peace of 
a dead body."  She closes her chapter in Our Irish Theatre 
with "The Theatre in the Making" after reviewing the early 
work of the theatre up until the Playboy controversy saying 
"This is how I came to work for a National Theatre in 
Ireland and how that Theatre began." 
^Gregory, PP. U5-53- 
CHAPTER TWO 
THREE CRUCIAL EVENTS 
(A) THE PLAYBOY CONTROVERSY 
During the next several years three events of great 
importance to the theatre occurred.  These were: first, 
the controversy with Nationalist groups over John Millington 
Synge's The Playboy of the Western World in 1907; second, 
a somewhat different controversy with the officials of 
Dublin Castle over the production of George Bernard Shaw's 
The Shewing Ug of Blanco Posnet in 1909; and, finally, the 
tour of America made by the Abbey players in 1911 which 
resulted in the settlement of former controversies and 
1 
established the artistic supremacy of the company. 
Lady Gregory played a significant role in each of the 
crises, the details of w;ich will be given in three sections 
of this chapter but, in the way of introduction, an over- 
view is necessary.  She defended the right to present con- 
troversial plays on the Irish stage during The Playboy 
crisis and kept the spirits of the entire production assembly 
from falling into despair.  Following this triumph, she 
1Ellis-Fermor, p. i|6. 
28 
and Yeats engineered another successful defense of the Irish 
theatre against the complicated legal devices employed by 
the Dublin Castle Officials in an attempt to deny them the 
right to certain performances on the Irish stage.  Finally, 
Lady Gregory gained universal recognition for herself and 
the Abbey players during a highly successful tour of America. 
After these stormy years, the Abbey Theatre became firmly 
entrenched in the repertory world but much effort had been 
put forth.  The circumstances surrounding the germination, 
development, and result of each of these crises will be 
examined from an historical standpoint with emphasis primarily 
on those events with which Lady Gregory became personally 
involved. 
The Abbey Theatre began to develop a fine reputation 
in the years following the foundation of its permanent home. 
However, by late 1906, there was increasing opposition to 
the productions offered to the Irish public.  John M. Synge, 
among others, had been writing controversial plays which 
were not exactly complimentary to the Irish National char- 
acter.  The Nationalist party felt extreme indignation over 
Synge«s latest offering, The Playboy, Of the Western Horld, 
slated for production in early 190?.  The opposition set out 
to censor the Abbey production with the only available means, 
mob violence, and to slander the reputation of the theatre 
on political grounds. 
Synge brought the play to Dublin in November 1906  for 
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a first reading by the directors of the Abbey Theatre. Yeats 
and Lady Gregory found that it was necessary to omit many 
2 
of the objectional sentences.   She admitted, "we were almost 
bewildered by its abundance and fantasy, but we felt . . . 
there was far too much bad language /"i.e. violent oaths_7."•* 
All historic and critical documentaries confirm that 
Lady Gregory was, indeed, disturbed by the "bad language." 
She was not present at rehearsals but assumed that her 
recommendations were complied to in their entirety.  Synge 
agreed to make a number of deletions but he failed to make 
the more important ones.  Later after viewing the first per- 
formance, Lady Gregory told him that many more ommissions 
had to be made.  It was too late in a sense but he gave his 
word and she said, "... I took out many phrases which . . . 
have never since . . . been spoken on our stage."  Synge 
also included in later performances, at Lady Gregory's 
insistence, a program note concerning the langunge of the 
6 
play but it created more controversy than enlightenment. 
2Maurice Bourgeois, John Killinston Synfie and the Irish 
Theatre (London, 1913). P« 200. 
3our Irish Theatre, p. 133* 
U-The Irish Writers, p. 230. 
5Ibid., p. 13U. 
6David A. Greene and Edward M. Stephens, J^_  M^ Svnge 
(New York, 1959). p. 236.  (The text of the program HoTTis 
found on the page cited). 
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The general plot of The Playboy is relatively uncompli- 
cated.  Christy Nahon, an illiterate farmer, confesses that 
he has brawled with his father and has slain him with a loy. 
Pageen Mike bethrothed to Michael Jerus, a man she detests, 
becomes interested in Christy.  His act of parricide, 
supposedly committed because he would have been forced to 
marry one he didn't love, sets him apart from the other young 
men.  The peasant women swoon over their new-found idol but 
Pageen has won his heart.  The father, very much alive, comes 
to the village and attempts to humiliate Christy before the 
villagers. Pageen and his former admirers shun Christy, 
prompting him to attack his father for the second time.  He 
enjoys no more success than he did in the first attempt and 
the play ends with the Mahons departing in shame to wander 
the world. 
The particular objections to the play centered around 
common criticisms.  Several words and phrases which bore 
reli,ious, moral and political overtones came, as expected, 
under severe criticism; and the presentation of parricide 
as an admirable act uncer the guise of the ignoble character 
portrayals of the Irish peasantry raised the ire of the 
nationalists.7  Moreover, Synge•s insolent attitude helped 
to personalize the emotional tensions which erupted on the 
opening night. 
7John Millington SynSet pp. 200-201. 
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The opening performance  on  January 26,   1907.  began 
calmly  enough.     Lady Gregory and her   following breathed a 
little  easier.     Yeats was  lecturing  in Scotland and,   by 
8 
necessity, she was the one to defend the play if need be. 
Svn<Te himself was ill and totally unabl9 to defend it.  Con- 
sequently, the grand lady began to feel the weight rather 
than the prestige of command. 
There were no disturbances until the third act.  Lady 
Gregory telegrammed Yeats after the first act saying, "play 
:^reat success" but it was a premature optimism.  The audience 
exploded in anger when the word "shift" was used.  The next 
day, a Freeman reporter stated that "one of the characters 
makes use of a word that no refined woman would menfon, 
even to herself.1*9 Afterward, there was some applause but 
the mood was angry.10 The rumbling of the audience left 
Lady Gregory and Synge particularly shaken fearing the worst 
was yet to come and it was. 
Immediately after the final curtain, Lady Gregory and 
Synge took counsel and decided to go on with the production 
after sending Yeats a telegram requesting his immediate 
return to Dublin. 
QLady Gregory, p. 121+• 
^The Irish Writers, p. 231. Nota: The word shift had 
for their cause. 
10 Synge, p. 23. 
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Mr. Howard Howarth stated flatly that Yeats had 
"managed" to be absent for the opening performance and 
"While she resolutely kept the play running against organized 
11 
interruptions,  he quickly returned to Dublin.   She was 
all for requesting police protection and Synge offered no 
objection.  The papers helped to add fuel to the controversy 
by being very critical of the opening performance.  Emotions 
were running high. 
The opposition was more organized to the second per- 
formance which went smoothly through the first act.  The 
uproar began with the rising of the curtain for the second 
act.  Lady Gregory said,  "It was impossible to hear a word 
of the play.  The curtain came down for a minute but I went 
round and told the actors to go on playing to the end, even 
if not one word could be heard."12 The police moved in but 
Lady Gregory felt that the disturbers would soon tire them- 
selves out so she ordered the police outside.  Unfortunately 
as she notes,  "The disturbance lasted to the end of the 
evening, not one word being heard after the first ten 
minutes."13 William Pay, who was portraying Christy, stepped 
forward and appealed to the audience for quiet. Many persons 
11The Irish Writers, p. 226. 
120ur Irish Theatre, p. H3« 
13ibid., p. 113. 
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criticized Lady Gregory for not rising and making the appeal 
herself.     Obviously,   she could not have  been heard if Fay 
wasn't. 
Lady Gregory's  burdens were  somewhat relieved when 
Yeats  returned  the  next day.     She had already gotten  in  touch 
with her nephew,   a   student of nearby Trinity College,   re- 
questing  that he  and  several of his more  athletic acquaintances 
come  to   the   third performance.     These young men were  of little 
assistance.      In  fact,   one managed  to  start a scuffle   in   the 
orchestra pit.     Yeats made  an  appeal  to  the  audience  and was 
effective   to   a degree.     He offered to  debate   the   issue 
publicly  the   following Monday. 
The  remaining performances during   the week were marred 
by similar  disturbances.     Lady Gregory  recalled  that protestors 
attended each night blowing trumpets   and the police  carried 
many  off  to  the   station.     Each afternoon the papers would 
,ive  reports  of magistrate  trials   for   the protestors.     The 
magistrate  had never heard or read   the Playboy,  but always 
insisted  on hearing o' it   from the police and   the  defendants 
rather   than attending or  reading  the  play. 
She wrote  Arthur Sinclair  saying,   "I  don't know what 
you  mean by a  fiasco   in Dublin.     It got plenty of applause. 
The Freeman  and  Independent abused it,   the Express  and 
1^Lady Gregory,   p.   221+. 
i^Our   Irish   Theatre,   p.   115* 
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^/~Irish_7 Times praised it, but no one ever gives much heed 
to Dublin praise or  blame."1" 
The  group held on  for  the rest of the week and Yeats 
carried on his  scheduled debate with a measure of success. 
For  all  practical purposes,   the worst was over. 
In Dramatis   ' ersonao,  Yeats   credited Lady Gregory with 
courage   and  honor  in   the  Syn.?e   controversy.     It is wort'n noting 
that when  he   recalled  the   incident,   personal bitterness  pre- 
vailed.     Ke  resented  the  criticism which he received during 
the  open debates   and   felt  that  such matters were not meant 
for  public  approval.     In contrast,   Lady Gregory felt  that 
the   integrity of   the   theatre  proper caused the  ultimate 
17 victory  for  the   Irish stage. She had,   indeed,   taken a 
more  active  part  than Yeats   in the attempts   to  allow a 
hearing   for  Synge's work. "       Her motives  and beliefs were 
always concentrated around   the   theatre.     She was Nationalistic 
but never wished tha   theatre   to  be used  for political  pur- 
poses,   feeling propagandist art  to be bad art and  fearing 
that the   theatre would have   lost  its  subscription  along with 
the   financial   support of Kiss  Korniman 
19 
l6Letter dated  2$,   April,   191$. 
17Dramatis  Personae,   pp.   108-109. 
1"Lady Gregory,   p.   123. 
19Ibid.,   p.   123. 
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Thus, she was forced to neutrality and became the object 
of severe criticism from the Naticnalists and her own class. 
She never really enjoyed controversy and the Synge episode 
nearly wrecked her career and mental framework but she never 
lost heart in the matter. 
In the defense of the theatre's policies Lady Gregory 
did not become secondary to Yeats.  In fact she proved to 
be more than his match in wit.  The opinions delivered to 
and, at the same time, scoffing at the newspapers are 
masterpieces of satire and irony.  She reached her full 
powers in the delightful scathing of the Castle officials 
?0 in a later skirmish." 
One prime example of her wit and grit during the Playboy 
controversy was a newspaper clip editorial statin : 
We have already declared publicly Z~sic_7 
that in the opinion of those conducting this 
theatre, it is the fiddler who chooses the 
tune.  The public are quite at liberty to stay 
away, but if they come in, they must take what 
is provided for them. "The Playboy1 will be 
produced at the Abbey Theatre every night cur- 
ing the week, as originally arranged. 
The directors affirmed their beliefs in the purposes of 
the Abbey Theatre.  Lady Gregory stated that they had 
fought so hard for a fair showing of the Playboy because 
"we /"the directors_7 would not allow any part of our audience 
to make itself final Judpo through preventing others from 
2%. B. Yeats and Georgian Ireland, pp. 76-77- 
213veninpJ Telegraph, 19 Kay, 1909. 
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hearing and   judging  for  themselves."     She  continued   in a 
later  comment b;   saying,   "we have   been   justified,   for Synge's 
name  has gone  round  the world;   and we   shall have been ashamed 
forever if we had not  insisted on  a hearing   for his most 
important work." Lady Gregory  stated that even  if  it had 
been  an inferior play by  an unknown   Irish writer   they would 
have   reacted   in   the  same manner.     She   finally  realized   that 
by giving  in  to   "organized  dictatorship"   the   theatre would 
have   lost   its   purpose   and  been closed,     She  emphasized   the 
need   to  respect   the   rights  of others,   who  were  not used   to 
Synge's methods,   to  disagree but   she   criticized   the means 
the  critics  used for   they became   a wild mob.     She conceded 
that  a part of   the audience was  lost   in   the  controversy  and 
the   supporters   of  the   theatre  began   to havo   their doubts but 
she  was not despairing.     Perhaps   they realized  as  she   did 
that "there was no other   theatre   to  go  to   and /~they_7 came 
back."2-5     The   Playboy    remained   in  the production  schedule 
of   the Abbey   theatre   for many years  and became  one  of   the 
most popular  plays  ever produced   there. 
The  ultimate   success  of Synge's   play brought to an  end 
the  romantic   fairy concept of peasant life which had  for- 
merly occupied   the   Irish playwrights  and   supplanted  this 
concept with a more  realistic view of the   Irish national 
220ur Irish Theatre,   p.   117. 
23ibid. 
■ 
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character.     This  alteration meant much  tc  the  literary move- 
ment of  Ireland.   ^     The perservance  of  the  grand lady of the 
Irish  theatre was  rewarded through the continued  freedom 
of production  for  the   Irish stage. 
2l4The   Irish Writers,   p.   22ti. 
(B) THE BLANCO POSNET CONTROVERSY 
The affairs of the theatre continued smoothly for the 
next several years.  Lady Gregory became more engrossed in 
the managerial and financial aspects of the Abbey Theatre 
and, as a director, came in contact with many other aspects 
of the theatre.  The theatre was lacking in directors for 
stage productions and when summoned tc aid Sara Allgood she 
discovered the talent.  She later said, "I thought out 
positions during the night, and next morning, when I had 
another rehearsal, I began to find an extraordinary interest 
and enthusiasm in the work." ? Prom this time :n, she 
filled gaps in this capacity whenever called on but she 
admitted it taxed her strength.  She did, nevertheless, add 
another contribution to the movement. 
In the summer of 1909 she received a manuscript from 
George Bernard Shaw entitled The Shewing U£ of Blanco Fosnet, 
It had been rejected by British censors on little or no 
pretext and Shaw offered the play for production in Ireland. 
26 
2^Lady Gregory, p. 130. 
P. 13 
explo 
shin in Ireland. 
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The English censors held no jurisdiction in Ireland but 
27 
Lady Gregory conceded that it was "an accidental freedom." 
The directors agreed to produce the play in late August, 
1909, and felt that it probably an oversight on the part of 
the censors. 
Soon after rehearsals of Blanco Posnet began, Lady 
Gregory received a letter from ar. official in Dublin Castle 
stating that the play could not be produced in Ireland. No 
concrete reasons were given but the most important aspect 
of the letter was found in the implications of the final 
paragraph which stated: 
His Sxcellency, after the most careful 
consideration, has arrived at the conclusion 
that in its original form the play is not in 
accordance either with the assurances „:iven 
by those interested when the Patent was applied 
for, or with the conditions and restrictions 
contained in the Patent as granted by the Crown. 
As you /"Lady Gregory_7 are the holder of 
the Patent in trust for the generous founder 
of the Theatre, His Excellency feels bound to 
call your attention, and also the attention 
of those with whom you are associated, to the 
terms of the Patent and to the serious con- 
sequences which the production of the plgy in 
its original form might entail .... 
She immediately went to the Castle official and the 
fight began.  In the following section, I have relied on 
her account of the events because all other sources supple- 
ment hers and verify her version.  The account given in the 
27our Irish Theatre, p. 11+0. 
28Ibid., p. 11+1+. 
chapter   "The Fight with the   Castle"   in Our   Irish Theatre 
contais  delightfully humorous   passages  aimed at exposing 
the weakness  of   the  Castle's position.-7    7or  instance,  her 
opening remarks   to   the   official  were,   "Are you going  to cut 
off our heads?"    which the  official  found somewhat less  than 
humorous.     He   threatened   to have   the   theatre  closed on the 
grounds   that  the  patent had beer, violated.     She  replied,   "If 
you  decide   to   forfeit our Patent,  we will not give  a public 
performance;   but  if we give no   performance   to be   judged by, 
wo   shall rest  under  the   slur of having   tried  to produce 
something bad  and  injurious." She further   stated   the case 
for continuing with  the  production by reminding  the  Lord 
Lieutenant that the  Abbey Theatre was   "giving a great deal 
of employment,   spending  in Dublin  over $1500 a year"   and 
all would be   forfeited   if the  good name  of  the   theatre 
were blemished.     He   replied that  the  situation was   familiar 
to all  and perhaps   the  directors would consider producing 
the  play  in  Cork,   Galway,   or Waterford because   the  Lord 
Lieutenant held no  power  except  in Dublin.     No conciliations 
were made  and Lady Gregory departed. 
Several  days  later,   the  officials  demanded   that several 
29See   also Appendix II,   The  Nation on Blanco Posnet and 
a letter  from Shaw to Lady Gregory. 
3°Ibid.,   p.   1U7. 
31lbid.,   pp.   349-150. 
ill 
"blasphemous"   passages   be   deleted.     She   refused   to   concede 
explaining "that the  blasphemer's defiance   of heaven con- 
stituted  the   subject  of the  play."-' 
The   directors  decided   to go  on with the performance  and 
let   the  Patent be   forfeited.     Shaw,   at the   suggestion of 
Lady Gregory,   made   several   changes   in  the  play,   and as  he 
admitted,   improved  its   dramatic   structure.     The   changes   did 
not,   however,   have  anything to  do with the  censorship 
laws. Lady Gregory   informed  the  authorities  of  their 
decision.     The   immediate reaction was   to   threaten   the 
theatre with closure.     The  reaction of Shaw to   these goings 
on  is   available   in  a   letter he   sent  to Lady Gregory riated 
August 12th,   1909.     He  said: 
Your news is almost too good to be true. 
If the Lord Lieutenant would only forbid an 
Irish play without reading it . . . the qreen 
flag would indeed wave over Abbey Street, and 
we should have questions in Parliament and 
all manner of reverberating advertisement and 
nationalist  sympathy  for  the  Theatre."34 
Shaw deeply  admired her   strength of character and be- 
came  one of her most devoted supporters.     He realized  that 
her  strength was  not only one  of duty but of devotion  to  the 
■it 
cause  of  freedom.-^ 
32Lady_ Gregory,   p.   131* 
33Archibald Henderson,   Bernard  Shaw Playboy and Prophet, 
(New York,   1932),   p.   527. 
3^The   Irish Writers,   p.   104. 
3£lbid. 
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Yeats and Lady Gregory returned to the Castle for further 
consultation.  They reiterated by saying, "we are determined 
to produce the play.  VJe cannot accept the censor's decision 
as applying to Ireland and you must make up your mind what 
course to take, but we ask to be let known as soon as poss- 
ible because if we are to be suppressed, we must find places 
for our players, who will be thrown out of work." 
Several days passed with consultations being carried on 
by both sides.  The exact penalty for defying the Crown was 
given at this time.  The legal answer was "If the theatre 
ceases to be licensed . . . and any performance for gain 
takes place there, the penalty under the 26 Geo. Ill is £300 
for each offence, to be recovered in a court action; one 
half of thef 300 going to the Rotunda Hospital, the other 
37 half to the informer who sues." 
Immediately afterward the Castle officials sent notice 
to Lady Gregory that a formal legal document, forbidding any 
performance, was soon to arrive at the Theatre.  The matter 
became one of grave concern now for if the patent, savings, 
and perhaps the building itself were lost, the Abbey Theatre 
Movement was doomed.  The managers and players conceded that 
they had lost the battle. 
Yeats and Lady Gregory were quite upset and they felt 
36QUI. irj3h Theatre, p. 157• 
37ibid. 
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the keen disappointment of being in the right but having too 
much at stake to risk forfeiture.  They were saved, as 
usual, by themselvas.  One of the truly great organizing 
collaborations occurred.  The two went to the Theatre and 
carried out the rehearsals.  They had decided that since 
their word had been given at all risks they must keep it or 
it will never be trusted again.3° 
They composed a statement of the situation which in- 
cluded a note on English censorship wr ich stated, 
"If our Patent is in danger, it is because the 
decisions of the English censor are being 
brought into Ireland, and because the Lord 
Lieutenant is about to revive on what we con- 
sider to be a frivolous pretext, a right not 
exorcised for one hundred and fifty years to 
forbid, at the Lord Lieutenant's pleasure 
any play produced in any Dublin theatre, all  ,9 
their theatres holding their patents from him. 
This very dignified statement was forwarded to the proper 
authorities.  Blanco Posnet was given on the previously 
announced date, August 25, 1909, with no unusual occur- 
rences. h°    The bluff of the Castle officials had beer, called. 
In fact, the officials at Dublin Castle were so overwhelmed 
and chagrined that the final plea made was for the omission 
of "Dearly beloved, breathren."  Of curse Lady Gregory 
took full advantage of the chance to make the Castle appear 
3^'Lady Gregory,  p.   132. 
39our  Irish Theatre,   p.   161+. 
UC-Henderson,   p.  527.     They played  to pocked houses. 
kh 
kl even more ridiculous.   There were no further protests made 
from either side and the play is still popular.   Lady 
Gregory concluded her chapter on the controversy by saying, 
"... does not Neitzsche say 'a good battle justifies every 
cause'?',1+3 
The   triumph gained world popularity  once  again   for  the 
Abbey Theatre and,  perhaps,   more   importantly regained the 
support  of  the Nationalists who applauded the  disgrace of 
English  authorities   attempting tc  control the  affairs of 
Ireland.     These Nationalists were   just recently showering 
the Abbey with  insults during  the  Playboy  controversy.  " 
Firm belief   in   the  validity of their cause  led   the 
directorfl  through a   strenuous period.     Lady Grerory's will 
and  devotion perserve.ed,   gaining her   the  admiration of 
theatre   roers   everywhere.     She was preparing herself  for 
the  greatest   test,   the   tour of America,   to be   begun  in  19X1. 
^Ibid. 
*+2Lady Gregory,  p.   133- 
l»3our  Irish Theatre,  p. 168. 
UUThe   Irish Theatre,   p.   27. 
(C)  THE TOUR OP AMERICA 
The Abbey company's reputation was growing and when 
the directors received an invitation from Liebler, American 
theatrical agents, to conduct an extended tour of America, 
they quickly decided to accept. Yeats decided to forgo 
responsibility and gave- Lady Gregory the sole leadership of 
the venture.  She was apprehensive but accepted the posi- 
tion as manager.  The company sailed to Boston on September 29, 
1911, for its first performance.  The Leibler sponsors had 
especially requested the The Playboy be given for reasons of 
advertisement.  If there was any adverse reaction from the 
Irish Americans, there was sure to be publicity and tension.' 
Lady Gregory recorded fully the events of the tour in 
the section entitled "The Playboy in America" of Our Irish 
Theatre including eye witness reports, newspaper accounts, 
personal records and the like in appendices three, four, 
and five. Only the most significant events will be giver 
here because several crucial events did move the general 
public to accept and approve the touring Irish players. 
The first performances, including The Playboy,, were 
k$ 
^Lady Gregory, p. 150. 
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given in Boston and received with little adverse criticism. 
Beforehand, the play had received several scathing editor- 
ial comments but the opposition was not able to prove 
either obscenity or misrepresentation of Irish life. 
Lady Gregory also helped their cause by encouraging 
several athletic Harvard men to come to the performances. 
These young men were determined that the play be heard, as 
it was, and her noble dignity inspired a desire to help the 
players.  The mayor of Boston set his seal of approval and, 
for all practical purposes, the controversy in Boston was 
over. 
During the opening nights in Boston, Lady Gregory gave 
her first public speeches in behalf of the Abbey players. 
She composed a short lecture on playwrights and playwriting 
and, as always, was the admiration of her audience.  Lady 
Gregory realized that commentary about the theatre made to 
clubs and gatherings throughout the tour was an obligation 
of the manager but she had not really anticipated the task. 
She wrote to Dublin saying, "It is a great relief to me and 
the discovery of a new faculty.  I shan't feel nervous 
again. "^ 
Her little lectures soon took her to many areas where 
the Abbey players did not come.  She went to Vassar and 
Smith, for example, and completely enchanted her young 
audiences.  She recalled an amusing anecdote from this 
^6Ibid., pp. 151-152. 
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lecture.  It seems that, on a prearranged signal, the 
President of a college was to hold up a handkerchief to 
indicate that she was to speak louder.  She saw hire raise 
the handkerchief about the middle of the lecture and she 
stopped to ask if she could be heard.  Actually, he was 
just blowing his nose and the girls burst into laughter. 
She also visited Detroit, Columbus, and Niagara Falls 
among other places.  She said that "Dozing in midnight 
trains, I would remember, as in a dream, 'The flight of a bird 
through a lichted hall1 the old parable of human life."4 
These anecdotes and others too numerous to mention are 
delightfully presented in "The Playboy in America." ?or 
instance, she was at one time asked about The Cowboy of the 
Western World and the moral purpose behind her writing the 
Playboy. ^8 
The first ,;reat test took place in New York where on 
November 26th, 1911, an unruly crowd interrupted continu- 
ously the first act of the Playboy.  Theodore Roosevelt had 
escorted Lady Gregoy to the theatre and that night she 
gained his undying admiration.  She says, "I went round 
when the disturbances began, and knelt in the open of the 
hearth, calling to everyone who came within that they must 
not stop for a moment but spare their voices, as they could 
U7pur Irish Theatre, pp. 19U-196. 
U8lbid., p. 203. 
not be heard, so we shall do the whole act again."  It was 
given again and to a hushed audience.  Her fortitude and 
leadership prevailed and the following nights gave rise to 
standing ovations.^' 
The most serious threat to the Playboy plays occurred 
in Philadelphia on January 17, 1912.  Lady Gregory received 
a call from one Mr. Bradford, the manaper of the Philadelphia 
theatre, requesting that the Playboy performance be canceled. 
Because of some legal technicality the entire cast was in 
danger of arrest.  However, Lady Gregory insisted that the 
performance be given.  She arrived at the theatre to dis- 
cover that the cast had been put under technical arrest at 
a ti e chosen to coincide with the opening curtain.  Lady 
Gregory gave credit to the theatre lawyer and the Chief of 
Police for not permitting such a fiasco.  Warrants were based 
on a bill which forbade "immoral or indecent plays."  Several 
players were arrested but soon released the following night, 
on January 18.  The charges were eventually dropped and the 
first performances of The Playboy went off smoothly. 
The group began a series of weekly performances in the 
major interest of the Eastern Seaboard.  After such weary 
business no wonder Lady Gregory said, "It is a strange note 
that sends me into battle after my peaceful life for so 
many years and especially The Playboy, that I have never really 
U9itid., p. 203. 
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loved, but one has to carry through one's job." The last 
several cities in which the Abbey players performed were 
more hospitable than hostile and their four months' tour 
ended on a note of triumph. 
Lady Gregory felt that some believed Ireland to be made 
to appear less glorious bv representing the people as ones 
who "drink and swear and admire deeds of violence" but the 
truth was that the image had been greatly improved.  Several 
Irish plays had been borrowed from the stage before the 
playboy controversy and no one could question their literary 
merit.  Her leadership and faith in the Abbey players led 
to the triumph in America.  At the conclusion of her story 
of the Irish National Theatre, she advised her son to "think 
a long time before you choose your road, but when you have 
chosen it, follow it on to the end. 
Theodore Roosevelt presented his views on the Irish 
Theatre and its success in dimension in The Outlook,  Dec. 
16, 1911.  He said: "In the Abbey Theatre, Lady Gregory 
and those associated with her have not only made an extra- 
ordinary contribution to the sura of Irish literary and 
artistic achievement, but have done more for the drama than 
has been accomplished in any other nations of recent years." 
"The Abbey Theatre is one of healthiest signs of the revival 
of the ancient Irish spirit and . . . it has been thoroughly 
SOibid., PP. 2UU-257. 
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national and has developed on its own lines.  It's espec- 
:ally noteworthy and is a proof of the general Irish 
awakening, that this vigorous expression of Irish life 
should represent the combined work of so many different 
person.  Incidentally, Lady Gregory teachns a lesson to us 
Americans . . . they are vital and human /"writing of_7 
. . . their own vital interests and traditions and history." 
The Freeman's Journal said:  "The Abbey Theatre has made 
it possible for a writer living in Ireland and writing on 
Irish subjects to win a position of dignity, and it has 
made it possible for an Irishman or woman with acting ability 
to play in the plays of their fellow-countrymen, and to earn 
a decent living . . . ."5l These eulogies and many others 
verify the favorable impression which the Abbey plays, under 
the leadership of Lady Gregory, had made in America.  During 
the tour in 1911 - 1912 she had led the group through battle 
and controversy with Irish American Nati -.nalists climaxed 
with the arrest and trial proceedings In Philadelphia.  From 
that time she was known as the "Grand Old Lady" of the Abbey 
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Theatre who could still stand up for her beliefs. 
She had realized her ambitions to lead rather than to 
follow and she had indeed followed the advice given to her 
son at the close of Our Irish Theatre.  What remained for 
^1Ibid., pp. 31U-317. 
^2Ellis-Fermor, p. 13&. 
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her to do was to become a rallying point and remain a be- 
liever in their cause.  She never fully gained the recognition 
she justly deserved but those who knew her realized that, as 
the American tour as well demonstrated, she truly believed 
and sacrificed for Ireland and the Irish people, until her 
death in 1932. 
CHAPTER III 
AFTERMATH AND EVALUATION 
Lady Gregory returned from the highly successful tour 
of America in 1912 as an established leader of the Abbey 
Theatre group.  She had proved that she could handle diff- 
icult managerial and promotional tasks without the help of 
Yeats or anyone else.  Her humble beginnings at Coole Park 
in 1901 where the seed of the movement was planted and 
nurtured had led her through a series of personal triumphs. 
She began as an interested patron of the theatre, progressed 
to a directorship of the Irish theatre, and concluded with a 
solo effort with the American tour.  The efforts of the 
Irish theatre enthusiasts had succeeded by gaining the atten- 
tion and admiration of the literary world. 
Upon her return to Dublin, Lady Gregory reported the 
success of the tour and settled down to the task of promoting, 
managing, and encouraging the further development of the move- 
ment.  The major crises of the theatre were over, especially 
where she was concerned.  She wrote Our Irish Theatre in 1913, 
fully explaining the events which she had beer, connected with 
and the text remains a valid account of the early history of 
the movement.  She neglected to mention the vital roles which 
she played in the crucial events and one is led to believe 
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that she only helped whenever circumstances allowed.  This 
view is not quite true because she, more than any other, 
offered her services on all possible levels. We have seen 
that she was, at one time or another, financial backer, moral 
supporter, peace maker, publicity agent, co-director, and 
more.  She earned the respect and admiration of friend and 
foe alike.  Theodore Roosevelt conveyed the general concensus 
of opinion about her worth to the movement when he said, 
"Lady Gregory and those associated with her . • . have not only 
made an extraordinary contribution to the sum of Irish 
literary and artistic achievement, but have done more for the 
drama . . . /~thanJ7 any other nation of recent years." 
After 1912, the fortunes of the grand lady of the Irish 
theatre declined.  She accompanied the players on two sub- 
sequent tours of America in 1913 and 1911+.  Both tours were 
highly successful but they left her physically and mentally 
drained.  She was aging quickly and her vitality was being 
sapped.  She continued to be particularly involved with the 
activities of the Abbey Theatre but the glamour of the early 
years ended.  The Abbey was more firmly established b 1915 
and enjoyed some financial security.  She herself said that 
the development of Yeats'  early dream had been "a steady 
source of faculties discovered, difficulties surmounted, 
^Theodore Roosevelt,  "Outlook" Dec. 16, 1911. 
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.,2 battles won.' 
Her personal life was soon thwarted with disaster. 
Briefly, she suffered the loss of two loved ones, Hugh Lane 
and her son Robert.  Mr. Lane, a noted painter, drowned when 
the Lusitania was sunk; and the subsequent controversy over 
the ownership of his paintings intensified her personal grief. 
obert Gregory was killed in combat over Prance in 191o, 
leaving her emotionally spent.  From that time until her death 
in 1932 she was in declining health and was considered more 
representative than an active participant in the Abbey Theatre. 
Her passing left a gap in the Irish Theatre which still 
remains to be filled. Many individuals have listed the value 
of her contributions to the movement.  The Irish Times con- 
tained the following remarks shortly after her death:  "She 
was inspirer, founder, dramatist, and director, from the 
conception of the enterprise until her death and throughout 
all that long period she nursed the theatre as probably no 
one ever will again."  The article emphasized that she hod 
the interest of Ireland at heart and since, as noted, the 
original plan was tc develop a theatre in England, her deter- 
mination precluded the outco-e because "she it was who 
ordained that the center of the movement should become Dublin 
and not London."-3 
2Elizabeth Coxhead, Lsd^ Grepory (New York, 1961), p. 162. 
^Coxhead, p. 215>. 
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Another, who was her best friend of all; said, "I have 
lost one who has been for me for nearly forty years my 
strength and try conscience."^  He continued: "... Lady 
Gregory never rebelled like other Irish women I have known, 
who crowned themselves and their friends; in spite of 
Scripture she put the new wine in the old bottles." George 
Tussell said, "She was a very noble old Lady . . . £~&nd_J 
I think of her as one who thought in the noblest and most 
disinterested way about her country." 
Her home at Coole Park was a haven for Abbey theatre 
workers for she invited them there to rest and write in peace. 
She devoted herself 8lmost continuously °rom 1901 to her 
death to the interests of the Abbey.  Gerard Fay said that 
"Nobody in the whole history of the Abbey can be compared with 
Lady Gregory for devotion to duty.  She was so like ^u--en 
Victoria (tc my eyes) that I almost called her "your Majesty" 
and the fantasy was not too far fetched for she had a queenly 
1.6 
way and she ruled the Abbey for years. 
Lady Gregory's hospitality gained necessary respect from 
the drudgery of the theatre and publicity.  "She was able to 
bring all sorts of people to the theatre to see the plays and 
to keep then afterward to have supper on the stage with us, 
*+Ibid., p. 217- 
Gerard Fay, Thg. Abbey Theatre (Dublin, 1958), p. 155. 
6Alan Denson Letter From AE (New York, 1961), p. 197. 
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and  this became   the  regular-  custom on all  first nights." 
"Another   scheme  of Lady Gregory's   that we  liked even better 
than   the   first night suppers was   the company's  own private 
part;/   after  the   dress-rohearsal,   when she would arrive   at  the 
theatre   laden with heavy parcels  containing cooked chickens 
•7 
and pies, among other dainties." 
The scarred tree at Coole bearing the initials of Yeats, 
O'Casey, Synge, and Shaw among others bears mute testimony 
to her circle of friends and the debt of gratitude which they 
and the Irish people owed her.  Che had befriended them all. 
In a twelve year span she had been a most vital asset to 
the promotion of the cause of the theatre in Ireland, encour- 
aging Yeats and the rest to believe "such a thing possible" 
by never losing her enthusiasm nor failing to encourage the 
founders when there seemed to be no reason to hope.  Let 
us remember that these tasks never cane easy.  She was born 
in wealth but chose to dedicate her late years tc the cause 
of the theatre.  She coulc well have beer satisfied with her 
rank and of all the possibilities afforded to her, such as 
tradition and marriage but she chose only those which caused 
action or change.6 Sean O'Casey said to her in a letter 
dated 1928:  "You car, always walk with your head up.  And 
remember you had to fight against both position and comfort 
7W. G. Fay and Catherine CarsweU, The Fais of the AV^ev 
Theatre (New York, 1935). P« lQ7- 
8Herbert Howarth, The Irish Writers (New York, 19$0), 
p. 89. 
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...   so   that power may be gained   .   .   .   ."     Time  and again 
she met and conquered  the  challenges offered  to her proving 
that   "her vitalized  potentialities were  outside   the  norm of 
her   family and her   kind." 
She was  a   "faithful   follower of W.   B.  Yeats   from the   time 
when   she was appointed   to control  the policy of  the  National 
Theatre.     George Koore   said,   "Is   there  one among  us who would 
undertake   such a   job of work and  accomplish  it as well as 
Lady Gregory?"10 
It  is most  fortunate   that 3he   chose  as   she  did   for   it. 
is difficult  to  imagine   the birth of  the   theatre   if  she  had 
not lent her   administrative  and organizational   abilities 
during the  crises   of patent granting,   and the  productions of 
The   Shewing Up_ of Blanco Posnet,   and  The  Playboy of  the   vesterr, 
Worlo. 
Yeats  admitted   that "when Lady Gregory's name   and John 
Synge's name  are   spoken by  future generations,  my name,   if 
remembered,  will come  up   in   the   talk,   and that   if my name's 
spoken first  their  names will  come   in   their  turn because of 
„11 
the  years we worked   together. 
We have   seen how she  subscribed   to and helped  to weather 
each of  these   crises   in addition   to  directing  the policy of 
9Ibid., pp. 108-109. 
10George Moore, Hail and Farewell (New York, 191U), P- 217. 
nMonk Gibbon, The Masterpiece and the Man (New York, 
1961), p. V7. 
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the theatre and offering her services whenever possible.  Her 
intrinsic worth has been considerably underestimated for 
several reasons.  She remained in the shadow of the genius 
of Yeats for many years until the tour of America with the 
Abbey players.  This project was hers and hers alone.  She 
withstood the testing of her leadership abilities and won 
lasMrg respect for herself and her cause.  Bior-raphers have 
generally neglected her in recording the personages and events 
of the movement.  9ven Yeats, who gained most from her con- 
tributions, slighted Lady Gregory in Dramatis Personae. He 
recorded a few details of her family heritage and notes that 
she offered her friendship and understanding but fails to 
credit her with being the second most important figure in 
the movement.  She was unique because "few men or women have 
had so rich a flowering so late in life and fewer still have 
kept ... so fine a genius." 
Once realized, her own merits prevailed and the same may 
be said of Lady Gregory as the promoters because, "they 
have won much p-aise for themselves and raised the dignity 
of Ireland." * 
We have seen that Lady Gregory participated actively 
in almost ever- phase of the theatre but perhaps her most 
enduring contributions are best remembered by the patrons 
12Lady Gregory, Our Irish Theatre (New York, 1913), 
P. 136. 
13ibid., p. 221. 
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of the Irish Theatre. 
"As an organizer, Lady Gregory earned in 1921 her richest 
reward from the discovery of Sean O'Casey.  This is rot to 
say, of course that without her he would have remained un- 
known.  But she was the first to discern them through the 
fumbling of his early efforts and she was the only one of the 
Abbey group to make his friendship, and to give him the 
sympathy which was far more important to his development than 
any amount of criticism or technical hints." 
Shaw called her the charwoman of the Abbey Theatre but 
she was authoritative as one may see in reading her opinions 
expressed in newspapers.   When speaking of the Playboy 
riots she said in the Evening Telegraph that "it in the 
fiddler who chooses the tune." ° Her admirers said,   The 
echoes she has left behind her are the voices of living men 
17 and womon." 
Lady Gregory was   aptly  described as being  completely 
self-possessed and making her decisions,     "constantly 
renex,ed   in  solitude."18    Yeats  said  she had a   deep  com- 
passion   for   the human nature.     In his poem "The Death of 
lUcoole Volume   in 1931,   Coole Press,   p.   212 of Lady 
Gregory. 
1%.   3.   YejLts   and Georgian   Ireland,   (Eraneton,   1966),  p.   76. 
l6Ibid.,   p.   77. 
17coxhead,   p.   218. 
l8Yeats     Autobiography,   p.   395. 
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Lady Gregory",   Yeats remembered her more as   seeing  the world 
as  comic   than   tragic while   she held  to   the   traditior   of 
Protestant  Ireland. 
The  early dreams  of an  all   Irish National  Theatre had 
come   to be  a reality.     No more   eloquent  tribute can be given 
than  the  following: 
Here   traveller,   scholar,   po^t   take  your  s^and 
When all   these rooms  and passages  are gone, 
When nettles wave   upon a shapeless mound 
And  saplings root  among the broken  stone, 
And delicate   -  eyes bent upon  the  ground, 
Back turned upon  the  brightness of the   sun. 
And all  the  sensuality  of   the   shade  - _ 
A moment's  memory   to  that laurelled head. 
i^Lady Gregory  Journal,   p.   268. 
20Yeats,   "The  Death of Lady Gregory",   Collected Poems, 
APP3NDIX I 
IRIS? DRAMA:  THE ORGANIZATION OP TK3 TH3ATRS' 
I.   Irish Literary Theatre (1899-1902) Yeats, Kartyn 
Lady Gregory, Koore 
A. Pounding:  Yeats and Lady Gregory after a meeting 
at Coole Park, 1901. 
B. Initial Aims:  Attempt to present "Celtic and Irish 
plays" to an "Uncorrupted audience." 
C. Divergent Ideals of Founders:  Confusion of purpose, 
cosmopolitan as national drama (Martyn and Koore - 
Ibsesque plays of ideas; Yeats and Lady Gregory - 
poetic drama and folk plays, respectively). 
D. Degree of Success 
1. Plays presentee:  1899 Yeats' Countess "atnleen, 
Martyn's Heather Field 
1900 Martyn's Maeye 
Moore's Bending of the Bough 
Mulligan's Last Feast of the Fianra 
1901 Yeats and Moore's Diarmuid and 
Grania Twisting of the Rope 
2. Sponsorship by people of all classes, all 
political beliefs. 
3. Fame and Notoriety:  Attack on Countess Cathleen, 
George Moore's unpopularity, attack on Diarmuid 
and Grania by Standish O'Grady. 
E. 2nd of 1st movement:  Yeats and Fays join for~.es. 
62 
II.  The Irish National Theatre Society (1903) Fay, Yeats, 
Lady Gregory, George Russell 
A. 
B. 
C. 
D. 
E. 
F. 
Founding of the Abbey Company and its claim to 
succession from I. L. T. in order that ''The Irish 
National Theatre Society . . . continue on a more 
permanent basis the work of the Irish Literary 
Theatre." 
Struggle for continuity: Yeat3, Synge, Gregory. 
The Fays. 
Controversies:   Synge'a  Playboy of   the '.'estern 
World     (1907) 
Successes:     Development of  Irish dramatists,   plays, 
and world   attention. 
Periods of  Strength and Decline 
1903-1908 good 
1900-1920 decline 
1920- good 
1930-1939 good Frank 01Conner directs. 
1939- chiefly commercial 
* Comp iled with the   assistance  of Dr.   Jack Weaver. 
APPENDIX II 
A CHRONOLOGICAL CHART OF LAD GREGORY'S 
MOST 
SIGNIFICANT CONTRIBUTIONS 
DATE EVENT 
I898 Gregory, Yeats Confrontation 
1901 Theatre License Controversy 
190U Abbey Patent Applied for 
1907 Playboy Controversy 
1909 Blanco Posnet Controversy 
1911-12 American Tour by Abbey Players 
1932    Death of Lady Gregory 
SIGNIFICANCE 
Birth of Irish Theatre 
Movement. 
Amendment (Gained 
througr, her efforts). 
Patent granted to Lady 
Gregory 
Triumph of Abbey 
Triumph of Abbey 
Success and Fame in 
venture led by Lady 
Gregory. 
Eulogies and recogni- 
tion of her worth to 
the Movement. 
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